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は じ め に








の遺稿に高い文学性を見いだし，Certain Noble Plays of Japan（『或る日本の
高貴な劇』)2としてイェイツの序文とともに1916年に出版している。この中
には『錦木』,『羽衣』,『熊坂』,『景清』などが収められている。さらに同年，



















郎（いとう・みちお）である。(“Mr. Dulac’s mastery design and Mr. Ito’s
genius of movement”）デュラックは，挿絵画家としての力量をいかんなく



























































































So Miscio sat in the dark lacking the gasometer penny
but then said : “Do you speak German?”





















































One must read or ‘examine’ these texts ‘as if one were listening to mu-
sic’. One must build out of their indefiniteness a definite image. The plays
are at their best, I think, an image, that is to say, their unity lies in the image
they are built up about a it as the Greek plays are built up about a single
moral conviction.























......I do not think of my discovery of mere economy, for it has been great
gain to get rid of scenery, to substitute for a crude landscape painted upon
canvas three performers who, sitting before the wall or a patterned screen,
describe landscape or events, and accompany movement with drum and













はエリオットのエッセイの中でも裏付けられる。彼は “The Noh and the Im-










その翻訳 Nishikigi（または The Decorated Wand）に高い評価を与えている。
彼は,「この書の翻訳の大部分はこれに匹敵する出来ばえをみせている」と
し最も美しい部分として以下の部分を引用している。
Tangled, we are entangled. Whose fault was it, dear? tangled up as the
grass patterns are tangled up in this coarse cloth, or as the little Mushi that
lives on and chirrups in dried sea-weed. We do not know where are to -day
our tears in the undergrowth of this eternal wilderness. We neither wake
nor sleep, and passing our nights in a sorrow which is in the end a vision,
what are these scenes of spring to us? This thinking in sleep of someone
who has no thought of you, is it more than a dream? And yet surely it is the
natural way of love. In our hearts there is much and in our bodies nothing,
and we do nothing at all, and only the waters of the river of tears flow
quickly.







正を加えたものである｡5 Certain Noble Plays of Japanの４篇について，パウ
ンドが能劇の英訳表現を考えだすとき，イェイツの示唆を求めたと，ローゲ
ンバックは指摘している。たとえば,『錦木』の翻訳文の語句の使用につい





ェイツは At the Hawk’s Wellの草稿と序文を書いていた（ジョン・クイン宛







The beauty and power of Noh lie in the concentration. All elements－cos-
tume, motion, verse, and music－unite to produce a single clarified impres-











































The Only Jealousy of Emer was written to find what dramatic effect could












The Japanese Noh play Awoi no Uye has for its theme the exorcism of a
ghost which is itself obsessed by an evil spirit. This evil spirit, drawn forth
by the exorcism, is represented by a dancer wearing a “terrible mask with
golden eyes.”




























Emer. What do you come for ; and from where?
Figure of Cuchulain. I have come
From Manannan’s court upon a bridleless horse.
Emer. What one among the Sidhe has dared to lie
Upon Cuchulain’s bed and take his image?
Figure of Cuchulain. I am named Bricriu not the man that
Bricriu,
Maker of discord among gods and men,



























In a play still more rich in lyric beauty, a priest is wandering in a certain an-
cient village. He describes the journey and the scene, and from time to time
the chorus sitting at the side of the stage sings its comment. He meets with
two ghosts, the one holding a red stick, the other a piece of coarse cloth, and
both dressed in the fashion of a past age, but as he is a stranger he supposes
them villagers weaning the native fashion.















To the priest they seem two married people, but he cannot understand
why they carry the red stick and the coarse cloth. They ask him to listen to
a story. Two young people had lived in that village long ago, and night after
night for three years the young man had offered a charmed red stick, the
token of love, at the young girl’s window, but she pretended not to see and
went on weaving. So the young man died and was buried in a cave with his
charmed red sticks, and presently the girl died too, and now because they
were never married in life they are unmarried in their death.














The chorus describes the journey to the cave. The lovers go in front, the
priest follows. They are all day pushing through long grasses that hide the
narrow paths. They ask the way of a farmer who is mowing. Then night
falls and it is cold and frosty. It is stormy and the leaves are falling and their
feet sink into muddy places made by the autumn showers ; there is a long
shadow on the slope of the mountain, and an owl in the ivy of the pine tree.
They have found the cave and it is dyed with the red sticks of love to the
colour of “the orchids and chrysanthemums which hide the mouth of a fox’s
hole” ; and now the two lovers have “slipped into the shadow of the cave.”





















Left alone and too cold to sleep the priest decides to spend the night in
prayer. He prays that the lovers may at last be one. Presently he sees to
his wonder that the cave is lighted up “where people are talking and setting
up looms for spinning and painted red sticks.” The ghosts creep out and
thank him for his prayer and say that through his pity “the love promises of
long past incarnations” find fulfilment in a dream. Then he sees the love
story unfolded in a vision and the chorus compares the sound of weaving to
the clicking of crickets. A little later he is shown the bridal room and the
lovers drinking from the bridal cup. The dawn is coming. It is reflected in
the bridal cup and now singers, cloth, and stick break and dissolve like a
dream, and there is nothing but “a deserted grave on a hill where morning
winds are blowing through the pine.”































Somewhere among great rocks on the scarce grass
Bird cry, they cry their loneliness.
Even the sunlight can be lonely here,





















[They go round the stage once. The First Musician speaks.
And now they have climbed through the long grassy field
And passed the ragged thorn-trees and the gap.
In the ancient hedge ; and the tomb-nested owl
At the foot’s level beats with a vague wing.
[They go round the stage once. The First Musician speaks.
They are among the stones above the ash,
Above the briar and thorn and the scarce grass ;
Hidden amid the shadow far below them
The cat-headed bird is crying out.




The road is a faint shadow there ; and there






I will go to that love-cave,
It will be a tale to take back to my village.
Will you show me my way there?
SHITE
So be it, I will teach you the path.
TSURE
Tell him to come over this way.
BOTH
Here are the pair of them
Going along before the traveller.
CHORUS
We have spent the whole day until dusk
Pushing aside the grass
From the over-grown way at Kefu,
And we are not yet come to the cave.
O you there, cutting grass on the hill,
Please set your mind on this matter.
‘You’d be asking where thee dew is




‘Who’d tell you that now?
Very well then don’t tell us,
But be sure we will come to the cave.











Young Girl. Although they have no blood, or living nerves,
Who once lay warm and live the live-long night
In one another’s arms, and know their part
In life, being now but of the people of dreams,
In a dream’s part, although they are but shadows,
Hovering between a thorn-tree and a stone,
Who have heaped up night on winged night, although
No shade however harried and consumed
Would change his own calamity for theirs,
Their manner of life were blessed could their lips
A moment meet, but when he has bent his head




The memory of their crimes flows up between




Her king and lover
Was overthrown in battle by her husband,
And for her sake and for his own, being blind
And bitter and bitterly in love, he brought





You speak of Diarmuid and Dervorgilla




Yes, yes, I spoke
Of that most miserable, most accursed pair





















Why do you dance?
Why do you gaze, and with so passionate eyes,
One on the other, and then turn away,
Covering your eyes, and weave it in a dance?



















There is nothing here but this cave in the field’s midst,
To-day’s wind moves in the pine ;



















第２章と第３章では，Four Plays for Dancers（1921年10月）として出版さ
れた四編の舞踏劇を中心に扱った。ここではフェノロサ・パウンド稿からイ
ェイツが得たものを検討した。扱った作品は，At the Hawk’s Well, The Only
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W. B. Yeats and Fenollosa’s Posthumous
Noh Manuscripts
The aim of this paper is to investigate the significance of the Pound-Fen-
ollosa manuscripts for the verse plays of W. B. Yeats. Yeats stayed with Pound
in Stone Cottage in the winter of 191415. This was the first time he read Fen-
ollosa’s posthumous manuscripts of Noh plays. Certain Noble Plays of Japan was
published, with a preface by Yeats, translated by Fenollosa and redacted by
Pound, two years later. This published version became the definitive text, incor-
porating Yeats’ suggestions and advice.
In the first chapter of the paper, Yeats’ relationship with Japanese artists in
London will be dealt with, especially, the friendship between Yeats and Noguchi
Yone. In 1914, many Japanese literary and artistic figures were living in London.
Some of them had moved there to escape the war spreading all over Europe, in-
cluding the well-known painter, Fujita Tsuguji. The figures I will discuss here
are Noguchi Yonejiro (Yone) and Ito Michio with whom Yeats became closely
acquainted. Their names can be found in both his works and his letters. Japanese
society in London was so small and closed that everyone knew each other.
Makino Yoshio, a painter known for The Colour of London, lived with Noguchi
Yone. Noguchi’s son, the American sculptor, Noguchi Isamu, later made a mask
for Yeast’s experimental play, At the Hawk’s Well, in which Ito Michio danced su-
perbly. Yeats called him a “genius of movement”, and described his dancing as
“a tragic image”. Without Ito, Yeats’ verse play might have been difficult to per-
form. It is generally agreed that Ito was not familiar with the actual performance
of the Noh drama. Under the influence of Expressionism and Nijinsky, he real-
ized what Yeats and Pound had sought on the stage, rather than bringing an
authentic understanding of Noh. Noguchi Yone published his poems in English
and was welcomed by English literary society. Noguchi recollects his close




praised oriental paintings. The general predilection of this period towards the
Oriental things made Noguchi’s poems much more acceptable than might have
been expected.
In the second and third chapters, Yeats’ verse plays will be discussed, in
comparison with Noh drama. There are many similarities between Only Jealousy
of Emer and Awoi no Uye. Both plays attempt to show changing personality
through the wearing of two different masks. In Awoi no Uye, the mask of Lady
Rokujo changes from “deigan” (jealousy) to “hannya” (the evil spirit).
There is a convention concerning plot construction in Noh : Waki (a wan-
dering priest) entrance of Shite (protagonist) interaction between Shite
and Waki story of Shite intermission. The second act also proceeds as
above. A ghost often plays the role of Shite and confides his or her secret to the
wandering priest, for example in the play, Nishikigi. Yeats made use of the
ghost’s confession in Dreaming of the Bones. It is clear that the structure of this
verse play is based on that of Nishikigi.
